the role of the mother and pursued the expression of maternal connection throughout a long career. Others, such as Fukao Sumako and Mori Michiyo (1901-77) , explored complex and shifting boundary areas that demarcated the domestic and the foreign, the native and the Other, and moved their poetic production into a transnational arena that encompassed Japan, Asia, and Europe. In all cases, however, the exploration of border areas was central to women's poetry of this period, with particular emphasis on the search for relationship with the Other, whether it be maternal/familial or national/ transnational.
In this respect, the work of Bracha L. Ettinger seems to have particular resonance in its focus on artistic or aesthetic practice that takes up the concept of borderspace rather than the categorical notion of binarism exemplified by such concepts as masculine/ feminine, positive/negative, and so on. Borderspace is a term coined by Ettinger in order to explore marginal areas formed by such culturally or psychologically imposed binaries.
Distinguished by her innovative theories on psychoanalysis and aesthetics and the implications of these views in contemporary (re)evaluation of shared affect, femininity, and the maternal realm, Ettinger challenges the divisions inherent in traditional binaristic thinking. As Judith Butler points out, Ettinger "invites us to consider human subjectivity beyond the effects of Oedipal, pre-Oedipal and even anti-Oedipal mechanisms, as well as beyond intersubjective object-relations." 5 It is important to note that Ettinger does not discount the phallic realm. Instead, she proposes a matrixial realm that exists beside/beyond the phallic order. The matrixial realm comprises the prenatal and the prematernal-that is, the realm that has been denied by Freudian-Lacanian psychoanalytic theory but that nonetheless underlies all human experience. In the case studies examined here, women poets sometimes simultaneously engage with the phallic differentiation between self (Japan) and Other (Asia/Europe) and at other times engage with a matrixial borderspace, moving between these two planes of understanding, the phallic and the matrixial, which are not mutually exclusive.
The articulation of what Ettinger calls the "matrixial borderspace" 6 and its desire for bonding/sharing/creating connection-or, in Ettinger's terms, co-poiesis-sets up a theoretical field in and through which we can examine, with particular relevance, women's poetry of the interwar and war periods in Japan. During this time, Japanese women poets aspired to explore a complex of relationships with the Other in a variety of settings, an undertaking that invites consideration and evaluation of their work with respect to Ettingerian borderspace, in which matrixial desire is seen as "linking with the unknown and bonding with unknown others in the process of becoming and transforming oneself." 7 Nagase Kiyoko, Fukao Sumako, and Mori Michiyo are significant examples of poets who sought to navigate such new and heterogeneous realms. Their desire, however,
was not without risk, given the threat it posed to the phallic paradigm and to patriarchal control. 8 Not surprisingly, women poets of this time were often unable to realize their goals or to fully explore the arenas they had entered, being subject to inherent patriarchal constraints. This essay explores the work of Nagase, Fukao, and Mori with respect to
Ettinger's ideas, and shows how these women poets' search for resolution and connection was often compromised by the ambiguities of their position within the nationalist/ masculinist desire for empire.
Keeping the Home Front: Nagase Kiyoko and the Desire for the Mother
Nagase Kiyoko began writing poetry on her own as a high school student and published her first poem in Shinsei (New life), a Nagoya-based poetry journal, in 1926. 9 Active as a poet throughout her life, Kiyoko succeeded in producing twelve volumes of poetry over a career that spanned sixty-five years. Yet despite her substantial contributions to modern poetry, Kiyoko was not allied with established poetry circles; instead, she maintained a solid presence as an independent poetic voice that focused primarily on the depiction of the daily life of women in domestic situations. 10 Kiyoko's first appearance in print was followed, some four years later, by her debut poetry collection, Gurenderu no hahaoya (Grendel's mother, 1930). Despite her later reputation as a poet of female domesticity, Kiyoko also took inspiration from old tales and folk literature. "Grendel's Mother" (Fig.   1 ) the title poem of her eponymous first volume of verse, provides a new perspective on an unexpected source-the eleventh-century Beowulf, which Kiyoko had read in her high school English literature course:
In the depths of her ancient cavern at the far edge of a cyan marsh (or at the bottom of a gloomy city where electric poles cast shadows) Grendel's Mother, with her bronze hair, holds her children tightly in her arms
Her ancient monster's eyes stare at the entrance like a spider Her powerful motherhood like a helmet gives them sanctuary Her children will become great monsters of the North in due time (or they will grow up to be ones who steadily lap up the tears of multitudes in silence)
Even among their gruesome victims each, alone, will step toward the sublime will not melt away even amid evil and wrath, and will not roar in pain except in Mother's arms! Moonlight like fresh ore rises from the profound depths of night flares in cyan over the ancient marsh (or over the roof tiles in the city) Grendel's Mother is now hiding in the heart of the cavern.
11
In "Grendel's Mother," Kiyoko eschews the perspective of the male warrior that dominates the Old English text, and highlights instead the mother hiding in a cavern of indeterminate location. In the original tale the warrior Beowulf is praised for slaying Grendel, a monster who has attacked the Danish king. Beowulf mortally wounds Grendel by tearing his arm from his body. Grendel escapes, returning to his marshy lair to die. Thereupon Grendel's mother decides to take revenge, attacks the Danish kingdom, and drags Beowulf into a cavern where the two battle until Beowulf emerges victorious. Occupying both an "ancient cavern at the far edge of a cyan marsh" and a cave "at the bottom of a gloomy city," this mother of Grendel is no longer the same figure found in the Anglo-Saxon narrative. Rather than seeking revenge for the death of her son, she traverses the margins, moving across space and time, holding tightly to numerous offspring. She does not come forward to attack but waits, watching, her gaze directed toward the entrance of the wombworld. As her thoughts encompass her children and their violent potential, we are left with the image of a powerful yet enigmatic presence hovering at the edges of existence.
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In Kiyoko's poem, Grendel's mother appears not only as monster but also as a creature who evinces a "powerful motherhood / like a helmet." Although not stated explicitly, this line, with its mention of a helmet (kabuto), is probably what led the scholar and critic Ikubo Itsuko to claim that Kiyoko's poem constructs maternity in the figure of Grendel's mother as a "boldly heroic hermaphroditic motherhood" (ooshiku kakan na ryōsei guyū no bosei). 13 Certainly "helmet" could imply a male presence, yet is this enough to claim that Grendel's mother is "hermaphroditic," or possessed of characteristics of both sexes (ryōsei guyū)? Arguably, such an interpretation tends to produce a superficial reading of the mother, and of gender, based on binarisms, which are problematic and inadequate in addressing the complexity of motherhood and/or gender. At the same time, however, Ikubo's observation points to a certain complexity that underlies this maternal figure and her transgressive chthonic stance. Reading Grendel's mother as "hermaphroditic"
locates her difference in essentialist assumptions about gender yet ignores the significant relationship between the mother and her children, which is in fact the focus of the poem.
That is to say, in this poem the mother is described as holding her potential progeny in a "sanctuary"; as such, they remain conjoined and concealed in a womb-like haven, beyond which lies an outside world of trauma and difference.
Through Kiyoko's monstrous mother, then, a powerful sense of imminence, of coming into being, is invoked alongside, through, and with a consciousness of multiple embryonic Others, not yet distinct but with the potential for becoming so. Grendel's mother appears to embrace her prospective offspring in what Bracha Ettinger has described as a "subsymbolic" borderspace, that is, an area in which plurality and partiality are conjoined and in which interconnectivity describes "borderlinks and jointness." 14 As
Ettinger explains, "In the phallus, we confront the impossibility of sharing trauma and phantasy, whereas in the matrix, to a certain extent, there is an impossibility of not sharing them." 15 In other words, Ettinger is suggesting that rather than the separating effects of the phallic realm-or what Judith Butler describes as the "on/off logic" of the phallic model 16 that prevents any possibility of shared subjectivity-in the matrixial realm the I and non-I are always plural and thus always connected and interconnecting, whether in pleasure or pain. Thus, in Nagase's poem, the monstrousness of the mother is shared with the children, just as the approaching trauma of differentiation, of separation from cave and mother, are also shared.
Interestingly, Kiyoko's own view of the poem highlights a reverse perspective, for the poet sees her poem as sympathizing with Grendel as a victim. In remarks written some fifty years after the poem was first published, Kiyoko comments:
Is it realistic to go about thoughtlessly praising the victors? The Danish king had built a beautiful palace, and held sumptuous feasts day and night for his warrior followers; this was the cause of the monster Grendel's anger. Looked at from our contemporary perspective, might we not consider this anger a bit justifiable? Further, if we look at Grendel in comparison to the king and the heroes and ask what sort of person he might have been, his mother would have known him as the son she loved and had given affection to, and wished great good fortune, and thought of as a person she could depend upon . . . . People demonize others whose true hearts and lives they do not know. As a young poet, I thought I wanted to be the sort of person who would always understand the heart/mind of such victims. 17 In this quote, rather than invoking a transsubjective shared world, such as that envisioned by Ettinger, Kiyoko calls for empathetic experience of the Other. That is, Grendel's mother, and by extension Grendel himself, are to be viewed intersubjectively, as distinct beings, worthy of empathy and understanding yet nevertheless profoundly monstrous, or Other. Embracing alterity in her comments, Kiyoko thus maintains clear distinctions between I and non-I.
In the poem itself, however, such demarcation is much more ambiguous and, I would argue, invokes the Ettingerian transsubjective, wherein the I and non-I are seen as "partner[s]-in-difference." 18 Instead of intersubjective Others, this intrauterine representation attempts to describe "a shareable dimension of subjectivity in which elements that discern one another as non-I, without knowing each other, co-emerge and co-inhabit a joint space, without fusion and without rejection." 19 Thus, in my reading,
Grendel's mother and her potential brood remain conjoined in an underground womb-like locale that evokes the shared co-poiesis of an Ettingerian borderspace, rather than the distinct, empathetic intersubjective individuality envisioned by the poet.
At the same time, along with its attempt to conceptualize the maternal in new ways, "Grendel's Mother" arguably brings to the forefront a representation of the mother that foreshadows later imperialistic notions. As Helen J. S. Lee notes, by the late 1930s, "Mothers were bestowed with the auspicious responsibility of serving as stewards of the home, guarding the private quarters of the empire." 20 In this respect, the "helmet" of Grendel's mother not only invokes maternal defense and protection of the domestic sphere but also lends significance to the future actions of the mother's children. Describing their potential to become "great monsters of the North" who will dispatch victims in a gruesome fashion without showing pain seems to uphold bushi ideals as well as foreshadow subsequent military and colonialist undertakings, some of which were already underway by the early 1930s. As Lee observes, "Mothers were called on to devote their entire bodies to their families and nation. This entailed (re)producing, rearing, and nurturing the next generation of loyal subjects for the empire" 21 (including, of course, the soldiers who would take the imperial project forward throughout Asia).
In her attempt to explore new paradigms of motherhood and the maternal, Nagase
Kiyoko created a figure that harbored potential for new insight into the maternal bodyinsight that today we may see as holding some commonality with the recent work of Bracha Ettinger. And yet, given the cultural and political contexts of a time when nationalist and imperialist goals held sway, Kiyoko also conceptualized the maternal borderspace in terms of domination through force and violence, thereby undermining or impairing further psychosocial and/or ethical considerations of her perception.
Opening Doors: Fukao Sumako and the Desire for Europe
The choice of Grendel's mother as a poetic topic points to a common feature of modern The poem begins with a glimpse of a good-looking man and a pretty girl conversing late at night in an attic room. The rest of the poem covers in quick succession a number of reactions from the poetic speaker. First, the speaker addresses the male poet Satō Sōnosuke (1890-1942) as though they are fellow sojourners, and invites him to share her voyeuristic view. In the next line, however, the speaker claims that the scene is the result of some In this respect Sumako's gaze shares some commonality with the matrixial gaze as described by Ettinger, for the matrixial gaze inhabits a view that "thrills us . . . while fragmenting, multiplying, scattering, and assembling together the fragments." 26 Rather than a phallic gaze that gives us "the illusion that we participate in its mastery," the matrixial gaze "threatens us with disintegration while linking us in a drama wider than that of our individual selves." 27 In the case of Sumako, this wider drama may be seen not only as encompassing the issue of the outsider status of women (and by extension, Sumako chose to use the verb sōrō-a word that has no counterpart in European languages, and one that marks an older form of discourse in Japanese, specifically that of the early modern or Tokugawa period in Japan.
As Japanese critics have noted, the repeated use of sōrō imparts a pleasantly euphonic touch to the poem; I would add that it might also be read as somehow "softening"
Sumako's new poetic stance. When asked about the choice of sōrō, Sumako responded that she used it to impart an "exotic" quality to the poem:
There is a special flavor attached to the Japanese word sōrō in spite of its classical associations, and I felt that it would be useful in imparting exotic freshness, so I used it freely, even excessively, in this poem. 29 In effect, if we are to view sōrō as "exotic" in such a context, then we are presented with a voice that attempts to exploit its own "otherness" through poetic encounter with a cultural/racial Other, and in so doing, to allow renegotiation or reworking of this Otherness.
This reworking, as seen in "Flute-Playing Woman," results in the materialization of new links (i.e., with the European Other) and in the diminishing of former ones (i.e., with the Japanese home). Yet at the same time, Sumako maintains a structure that continually repositions the foreign, the European, within and through the familiar Japanese language. By means of sōrō, the poet moves freely back and forth across borders that are not dichotomized/separated but joined/connected through continual restatement and arrangement. In this respect, Sumako's construction of "Flute-Playing Woman" evokes the Ettingerian model of subjectivity in which borders are continually being linked. The desire is not for a lost or absent object, but for linking with the Other. 30 As Ettinger has it, "In the matrixial stratum of subjectivization modeled on the feminine/prenatal relationship, we will not speak of alternation between presence/absence, but rather of continual attuning and readjustment. " 31 A primary problem raised by Michiyo's poetry involves the triadic model of "othering" described by Inoue. If, as Inoue seems to imply, the Western Other is more powerful than the Asian Other, then we must assume that the (East) Asian Other (i.e., Japan) has in this instance allied itself more closely with the Western Other. This would tend to suggest, along with the continued use of the term "Other," a modified dyadic rather than a triadic form. Nonetheless, Inoue's observation clearly indicates that in the case of Japan, the standard binaristic mode of Same/Other cannot easily be applied. If this is so, then it becomes problematic to use "Other" in connection with either "Western"
or "Asian" as modifiers when referring to Japan. The problematizing of the dyadic
Other implies a disturbance of the binary, and in fact seems to portend the emergence of a different type of awareness, one in which entities are jointly connected and/or linked in ways that cut across Same/Other boundaries. Such repositioning of dyadic links is not without risk, since the possibilities for connection are infinitely increased and there is no guarantee that reconnection or co-connection will result in "safe" or familiar scenarios.
Mori Michiyo's attraction to the Asian "Other," however, did not preclude a concomitant interest in Europe. In fact, she spent time in Europe as well as in Asia, and considered French an appropriate medium of self-expression for both domains. Thus
Michiyo's response to worlds outside Japan arguably may be described as a matrixial awareness which, in the words of Ettinger, "engenders a disturbing desire for jointness with a foreign world, the unknown other, the uncognized, the stranger inside the known other." 35 Ettinger's use of "disturbing" in this context reflects her view that the desire to be in "jointness" with the unknown does not exclude anything-that is, given the co-affective and co-poietic notion of the matrixial borderspace, there is nothing that is not . 36 Unlike Tōhō no uta, Michiyo never translated this collection into Japanese. 37 Since Par les chemins du monde covers a wide swathe of territory, from Southeast Asia to Europe, the collection I would like to focus on here is the second collection, Poésies indochinoises, which focuses on French Indochina under Japanese occupation and also includes a strong emphasis on the destitution of the local population, particularly women. In every corner of Hanoi, Warm hearts beat. We're not at our first meeting. Ah well! Is it not that we have already met in France? 38 Assuming the voice of one who is overwhelmed by nostalgia at encountering France in a colonial setting, the poetic speaker seeks to replace the reality of Hanoi with Paris, where even the store awnings seem filled with the love of France for its colony. In French, the notion of being filled or "imbued" with love is expressed as imprégnés de vos amours:
hence Hanoi is described as having been symbolically "impregnated" by France, which not only imparts the suggestion of sexual domination and exploitation by patriarchal/ colonial authority but also contributes to the poem's subsequent invocations of the "native Despite the continued use of French as the poetic medium, the speaker relinquishes the guise of a euphoric French traveler and allows a very different poetic persona to surface. In fact, she now positions herself outside the unfamiliar Indochinese world in which she finds herself, even as she attempts to engage with that world in terms of its quotidian emphasis on routine activities associated with rice culture, subsistence farming and fishing, and the grueling daily labor of women who are tied to these cyclic work patterns.
An example is the poem "Annamites" (The Annamese, Fig. 5 demonstrated concern with boundary areas-whether these involved conceptions of the maternal, of the female artist, or of the female colonial-resulting in poetic production that sought relationship rather than disjuncture, community rather than isolation. Nonetheless, the shared desire for creating connection (or co-poiesis, in the words of Bracha Ettinger) placed women poets in a mediating role, in which the search for resolution was often compromised by the ambiguities of their position within the nationalist/masculinist desire for empire. Thus women poets struggled to make connections that were often incompatible or at variance with their own needs or wishes, or were compelled to embark upon undertakings rooted in an androcentric paradigm. Japanese women's poetry of this period is therefore a useful ground from which to consider the attempt to integrate female desire with the demands of a colonialist patriarchal system at war, and also with the attendant complexities that adhere in the search for connection within and through the exploration of such heterogeneous borderspaces. 
